The Exhibition
In the late eighteenth century, comic art was a minor yet regular feature of London exhibitions. Its historic presence can be difficult to detect, however, because humour has a tendency to hide in other genres: the title of an exhibited work is not always indicative of its pictorial content or of the visual idioms deployed to render its subject. Nevertheless, there are some welldocumented examples of a tradition that was initiated by William Hogarth (1697-1764) when he showed his satirical painting of Calais Gate at the second exhibition of the Society of Artists in 1761, long after it had been published as a print.
1 Thereafter, John Collet (c. 1725-1780) established a reputation as a regular exhibitor of comic art, but there were certainly other artists too. 2 Even at the Royal Academy humour could be included at the annual exhibition: Henry Bunbury (1750-1811) exhibited "caricaturas" of the French in the early 1770s, and the successful commercialization of these drawings as large satirical prints enabled the designs to reach a broader public. 3 Ten years later, the theme was taken up by Thomas Rowlandson (1757 -1827 . His submissions to the Royal Academy included a pair of comic drawings comparing the English with the French, each of which was nearly a metre wide. 4 As David Solkin and others have shown, the rise of public exhibitions in London encouraged artists to experiment and to diversify, and this was facilitated in turn by the evolution of the print market. Recent studies have explored how these changes impacted the development of the main exhibition categories (portraiture, landscape, and history painting), yet have given less attention to caricature, even though the facts indicate that the arrival of public exhibitions influenced the production and circulation of comic images too. Artists working with humour exploited new print markets, used exhibitions to advertise their skills, and embraced experimentation. Thomas Rowlandson's Place des Victoires offers an interesting case in point ( fig. 1 ).
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View this illustration online The drawing is of considerable size for a caricature (it measures 34.9 by 53.4 cm) and was exhibited by the Society of Artists in the spring of 1783. However, it is listed in their exhibition catalogue as a "stained drawing" and with a title, "La Place Victoire à Paris", that suggests a carefully observed depiction of a celebrated square in France. 6 The subject would have been instantly recognizable to an English viewer who had crossed the Channel. The Place des Victoires was distinguished by its elegant curved facades and a towering sculpture of "Louis le Grand", depicting the French King being crowned by Victory. The statue had been designed by Martin Desjardins (1640-1694) and it was erected in the centre of a purpose-built square permanently illuminated by four gas lanterns. 7 The King was cast in bronze and elevated on a large stone plinth decorated with medallions and long, laudatory inscriptions. Further down, around the base, four chained slaves visually referenced Louis XIV's military victories over the "enemies of France". This magnificent structure, inaugurated in 1686 in celebration of the Peace of Nijmegen, was both admired and reviled. In France it was reputed to be the largest royal monument ever made; for critics, however, it exemplified the idolatry of the Sun King, and from the late seventeenth century, both in Paris and further afield, the Place des Victoires had become a familiar target for anti-absolutist jokes.
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Rowlandson's stained drawing was one of four that he exhibited with the Society of Artists that year. This group of works pointed to heightened ambitions, for it was the largest number of drawings he had ever exhibited together. 9 It was now just over ten years since he had entered the Royal Academy in 1772 to train as a painter, a professional commitment that he reinforced in 1775 when he moved to Paris to start a parallel course of training at the Académie Royale. 10 By 1777, he was back in London and from 1778 he became a regular exhibitor of portrait sketches at the Royal Academy, albeit without much success. At a time when portraits accounted for nearly half of all exhibits and it was crucial to develop a distinguishing style or visual formula, Rowlandson's submissions seem to have passed unnoticed. The only critical comment he managed to attract in the press was in 1780 for a Landscape and Figures, which was praised by a critic of the Morning Chronicle for containing "much humour". The next time he exhibited was at the Society of Artists in 1783; the switch to an alternative venue and a sizeable comic drawing like Place des Victoires, suggests a new and consciously adopted strategy for public recognition.
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As a professionally trained artist who was already an exhibitor at the Royal Academy, the Society's exhibition offered Rowlandson a less prestigious venue for presenting art to the public, although in 1783 it may have presented key advantages for showing works on paper. The Society had been founded in 1760 as an independent association of artists, architects, sculptors, and engravers, and it quickly developed a reputation as London's premier exhibiting society. But this was prior to the arrival of the Royal Academy and by the early 1780s it had difficulty competing, or even existing, as an alternative venue for the promotion of contemporary British art. 12 There had been no exhibitions in 1779, 1781, or 1782, so 1783 marked the Society's return to the London scene. For the occasion the Directors rented the "Great Exhibition Room" in the Strand which had, when inaugurated in 1772, provided artists with the first purpose-built exhibiting venue in the capital. 13 Consequently, all submissions would be displayed together in a spacious gallery that was well lit from above. These arrangements contrasted starkly with the Royal Academy's: since its move to Somerset House in 1780, works on paper had been separated from the oils and relegated to a ground floor "Exhibition Room", which artists had started to criticize for its poor lighting.
14 That the Society of Artists was offering a promising location to show drawings is suggested by their catalogue, in which works on paper accounted for at least a third of all exhibits, mostly "stained", "tinted", or "tinged" drawings as well as a mixture of pastels, chalks, bistres, and prints. 15 In theory, stained or tinted drawings (the terms were interchangeable)
were drawn in pen and monochromatic inks, and their lack of colour distinguished them from watercolours. In practice, however, the "stained drawing" was a loosely defined category: they were submitted to exhibitions by architects, engravers, and painters, and could present a variety of subjects. 16 Stained or tinted drawings exhibited by the Society in 1783
included designs relating to architectural projects, numerous views of picturesque locations, Sketches, Ideas, a Landscape, and some genre pieces.
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In the late eighteenth century, therefore, stained and tinted drawings depicted a range of subjects and were exhibited with varying degrees of finish. They were often displayed in public spaces because they had a commercial value as specimens which were shown to the public to convey accurate information about a forthcoming project, to invite collaborations, or to stimulate a sale. These purposes are confirmed by the additional information that some of the exhibitors supplied in the catalogue, such as notices that printed copies of the drawings would be available by subscription. 18 The commercial functions of exhibited drawings, as marketoriented consumables that were shown to be bought, have been discussed by Greg Smith. As Smith notes, the final format of the intended reproduction (which was usually an aquatint) dictated the size of the prototype submitted for display. Furthermore, if the exhibited piece was destined to be copied, one of the purposes of a prominent black outline in a stained drawing or watercolour was to facilitate its replication: the line was the "matrix" that enabled the design to be traced, this linear method being just one of several used in late eighteenth-century London.
Place des Victoires evinces many of these standard functions. Looking closely, we find that a uniform grey tint has been applied to the topographical and figural elements, and that this tonal wash unifies the design. On the architecture it has been used to suggest clarity and accuracy and to provide for the appearance of identifiable edifices, like the towers of Notre Dame. On the figures, however, the monochromatic stain is combined with watercolour and the additional use of pen and black ink to draw over the top of the tint and colour with a pen. This strong black line gives the image its startling vitality and immediacy. Moreover, as it is applied to the sculpture and figures in the foreground, and not to the background, the King joins the lively procession of people who cross the square while the architectural facades look blank and undifferentiated.
Rowlandson's tonal painting is used to map two graphic modes together: caricature sketching and topographic drawing, whose functions and values seem antithetical. Caricature signifies as a disruptive and imaginative line that forces satirical characterizations on the people depicted. It exaggerates facial features (noses, eyebrows, upturned noses), gives direction to hair and contour to bodies. As some of the figures are more caricatured than others and as their contours are never complete, their partial rendering in ink can produce passages of extreme sketchiness. 20 The result is that the prominent black lines in Place des Victoires have not only become the reproductive cues for a print shop, but the signal to iconographies associated with caricature prints. At the same time, a degree of neat and careful observation has been used in the presentation of a grand Parisian square and its remarkable monument, or enough to conjure a convincing French setting for the caricatured depiction of a national group. In addition, the use of perspective, tonal modelling and carefully controlled coloured tints ask that this exhibition drawing be considered in relation to a set of aesthetic codes which were not typically applied to caricature sketches.
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The following year Thomas Rowlandson started to exhibit similar drawings at the Royal Academy. In 1784 his submissions included Vauxhall and The Serpentine and in 1786 the enormous English and French Reviews ( fig. 2 ). They were executed using the same pictorial formula: pen and black ink supplied caricature sketching while a combination of monochromatic stain and colour tints filled in the painted areas with alternative representational effects, helping to confer a level of finish consistent with their grand size and exhibited status. 22 As the earliest of these comic drawings, Place des Victoires has been marginalized. Art historians usually describe it as a watercolour, which tends to diminish its humour. Rarely discussed and seldom exhibited, its significance as the first such piece to survive has been eclipsed. Arguably, however, it achieved some modest success because Place des Victoires was copied twice to produce three identical drawings. The image was also published as an expensive aquatint of slightly larger dimensions. William Holland sold one to the Prince of Wales for 10s. 6d., at a time when the average price for a caricature was 2s. to 7s., rising to a guinea for more complex works.
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The existence of these reproductions suggests that the original exhibit fulfilled some of the commercial functions noted above. We could surmise that Rowlandson attracted a sale from a patron interested in acquiring a drawing for a portfolio, or an amateur with a taste for humour, in addition to its success in the print trade. 25 Note that Rowlandson made Place des Victoires before he had established a professional reputation, even though he had started to publish satirical prints. Only a handful of dated designs predate the Society of Artists' exhibition, yet thirty-three were issued in the year that followed, and more might reasonably be assigned to this period. The prints were issued by a range of London dealers, many during the Westminster Election (April 1784) when they were published as often as one per day. 26 In addition to the stream of political satires, Rowlandson produced imitations and adaptations of Hogarth's works. He published The Rhedarium, A New Book of Horses and Carriages in 1784, and started the Imitations of Modern Drawings, a collection of etchings after the drawings of modern masters that he would eventually publish as a set. 27 In retrospect, we can see that the Society's exhibition preceded the publication of greater numbers and varieties of designs which, over the course of a single year and within the dynamics of a busy print market, enabled the artist to establish a reputation as a versatile draughtsman and a sought-after copyist.
Graphic Repertories
One of the few scholars to consider Place des Victoires in relation to the caricature print is Diana Donald. She described it in passing as an "inventive variation" of a type of "national subject" that she associated with William
Hogarth and Henry Bunbury. 28 In considering the relationship between Place des Victoires as an exhibited caricature and the satirical prints that it references, it is worth noting how its public display coincided with the rehabilitation of Hogarth as an important comic artist. By the 1780s "Hogarthomania" was in full swing, both fuelled by and reflected in a stream of publications. New editions of Hogarth's engravings were circulating, some of his drawings were being published as prints, and at sales and auctions rare states of the artist's work were reaching previously unheard of sums.
29
One of the most important revisions of the painter's reputation was provided by The Right Honorable Horace Walpole (1717 Walpole ( -1797 in his Anecdotes of Painting in England, which had reached its third edition by 1782. Walpole did not consider Hogarth to be a great painter in the traditional sense but rather "a writer of comedy with a pencil" who had managed to catch "the manners and follies of an age living as they rise".
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"Hogarthomania" stimulated artists too. Among those renewing and updating the master's comic legacies were the amateur artists, John Collet and Henry Bunbury, and professionals, some of whom were foreigners, such as Michel Vincent Brandoin (1733 Brandoin ( -1807 The appearance of Bunbury's caricature drawings at the Royal Academy immediately precedes the presentation of Rowlandson's Place des Victoires at the Society of Artists, and their large size and the urban themes they depict make them complementary. As publicly exhibited works that were destined for the print market the drawings indicate how resourceful caricaturists could be in adapting their materials for exhibition in London's fashionable West End. A drawn caricature usually meant a fast but ingenious sketch of a single figure or a simple group. These works, on the contrary, offered multi-figural comic narratives. 36 Furthermore, if Rowlandson's French subject was modelled on a type of humour that had started with Calais Gate ( fig. 6 ), the national subject had proliferated in print culture since Hogarth's death. Collet, Brandoin, Grimm, and de Loutherbourg are among the betterknown artists producing paintings, drawings, and prints with national themes, and their designs (like Bunbury's too) diversified the sort of comic scenarios that could be meaningfully formulated for British viewers. Rather then starvation, invasion, and war, their subjects related to "genteel mania" and were frequently stimulated by the cross-Channel tourism that the Treaty For artists though, engaging creatively with "Hogarthomania" meant building on a well-known graphic legacy. Bunbury's strategy was to reframe national humour as caricature sketching, a voguish activity that at the time was associated with the elite and the Grand Tour. 40 The appeal of caricature lay in its humorous artlessness, the ironic "deskilling" of the professional skills that Royal Academy exhibitions were designed to showcase. 41 In a similar manner, Rowlandson cross-fertilizes pictorial genres, but his mapping of humour onto foreign topography highlights, on the contrary, an ability to compose, use colour, and manipulate stain. As a caricature of a national group, it belongs to a vibrant local graphic culture and operates referentially, in the manner of a graphic satire. 42 Yet as a sophisticated satire about a foreign square, Place des Victoires displays cosmopolitan credentials and the artistic skills on which it depends are closer to the virtuosity of the continentals. Brandoin, Grimm, and de Loutherbourg had trained in Paris yet they had emigrated to London where they operated across different artistic registers: sending drawings and paintings to exhibitions, inventing comic landscape subjects, designing graphic satires, and exploiting national humour. Understood within broader European pictorial legacies of the "national subject" therefore, Rowlandson's Place des Victoires attached itself to a repertoire of national forms while demonstrating the new uses to which they could be put, "aestheticizing" them, a point that will become clearer when we confront 44 In both designs, the French settings are used simply, and are only recognizable by the printed titles. Indeed, in Brandoin's rendering the comic sabotage starts with the anglification of the name-"Victoire" has become "Victories"-and as the sculpture, like the architectural facades, recedes into the distance, the square is no more than a scratched out setting for the principal focus: the set of louche French characters distributed across the shallow foreground, who signify the alien qualities of a foreign land. At first glance, the differences seem too significant for us to align Rowlandson's Place des Victoires with the earlier satiric view: in place of Brandoin's rough approximations, Rowlandson's drawing features a degree of topographic accuracy. This starts with the correction of the name, and continues with the appearance of recognizable architecture; scale has become significant (the drawing is nearly double the size of the print) and colour has been introduced. Along with the more convincing depiction of a Parisian square is the greater diversity of national types that overall produces a French crowd. On close examination, however, we find identical characters that connect the two designs. The lawyer, for instance, who is dressed in black and seen on the left of Brandoin's satirical print reappears in Rowlandson's drawing. He still carries a folded umbrella but also an oversized muff, a detail which in the print belongs to the coachman and to the hairdresser on the far right, standing close to a bare-footed friar. This particular visual reference to the church has been retained by Rowlandson, while the coachman has been moved to the left, close to the statue of the King. At the most explicit level of meaning, this visual referencing becomes a source of pleasure, in that the accumulation of nationally specific material furnishes a variety of mini-narratives. As the raiding of existing prints produces new episodes for familiar characters, the complexity of the recycled image plays upon recognition and an awareness of visual displacement. Viewing is undirected and freely creative for it operates in a way that flatters the viewer, encouraging him or her to find new connections and to recognize witty transformations. Furthermore, if the image is sharing a set of nationally specific forms at a more general level the design is repeating some of the tropes that were a feature of eighteenth-century nationalist texts, and their appearance together helps explain the organization of the imagery. According to Du Fresnoy, the first task of the enterprising artist was to find a suitable subject for painting. His "chief business" was then to execute the subject in a manner that would arouse the appropriate response in the spectator, not by copying from nature but by "culling" the most perfect forms from "the sublime arts of the past". For "there is no better course", adds Reynolds in the notes to this section, but that "the Artist may avail himself of the united powers of all his predecessors. He sets out with an ample inheritance, and avails himself of the selection of ages." 53 Of course in the Academy, this understanding of artistic invention as the reinterpretation of established subjects realized by copying from a stock of the best artistic examples of the past was an intellectual process, conceived in relation to history painting. What Rowlandson seems to be doing is transferring the method to the invention of an alternative subject. He has adopted two idioms suitable to the execution of his theme (stained drawing and caricature) and has accumulated a stock of satirical images which will provide the general idea of things-the postures, traits, and types-that were required to produce a comic image of a French group. As he moves down from the "general store" to find the particulars he wants to express, he is selecting, combining, and inventing to "new-cast the whole", or, to quote 
French Jokes
In her detailed study of the caricature print market in late eighteenth-century Britain, Diana Donald drew attention to the appearance in the early 1780s of a new type of political satire that responded to the patronage of elite social groups. The designs in question dispensed with some of the traditional paraphernalia of the caricature print such as the textual annotations and verbal keys that facilitated comprehension. Instead, the prints looked more pictorial, their humour was framed through intellectual allusions (to history or to literature) or via formats that parodied Academy paintings. 55 As the decade progressed, this type of sophisticated graphic satire would become increasingly associated with James Gillray (1756-1815) and his burlesques of the "high stile" of British painting. Indeed, Mark Hallett has described a "counter-culture" developed around the Academy composed of professionally trained artists whose "complex and technically assured images" offered "an ironic echo of the artistic hierarchies in place at the Academy". 56 It is this contemporary trend that provides a broader context for understanding the appearance of an ambitious caricature at the Society of Artists, wherein humour-specifically achieved via the recognition of visual incongruity-is generated in a similar way, via intertextual allusion and parody.
By incongruity I mean not just the impossible view of Notre Dame immediately behind the Place des Victoires, or the abrupt switches in scale which make the English man and woman on the right seem enormous in relation to the French monks behind, but also the incongruity that comes from the expansion in scale of a pen and ink caricature sketch. The large size of Place des Victoires suggests that it is a parody, a "play upon form", where the artist has appropriated a pictorial idiom that was printed and widely available and turned it into a commodity more precious and rare.
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Of course, the comic resonance of parody depends on a "consciousness of style", on the recognition that visual idioms that were familiar in one context could be displaced and recast for another. 58 If we can see the exhibition drawing as a giant caricature sketch, we could also understand its humour the other way around and in relation to an alternative category of imagery altogether; as a pictorial joke on the iconography of military victory, or a comic Triumph cast in a Parisian setting that was celebrated for its commemorative functions. In the late eighteenth century, London had a famous set of Triumphs (1484-82), which had been painted by Andrea Mantegna (c. 1431-1506) and were kept on permanent public display in the Queen's Drawing Room at Hampton Court Palace. A contemporary guidebook carried a full description and considered them to be among "the best" of Mantegna's works ( fig. 10 ).
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Figure 10. caricature featured prominently in the print shops yet it was less visible in the exhibition catalogues of the period-or at least, hard to detect-and this is one of the reasons why Place des Victoires is so interesting. The very act of placing a "super-size" caricature in a Society exhibition, of seeing it framed and displayed on the wall, means that it was defined (for its initial audiences at least) as a public painting. To investigate its status as exhibited art highlights the contemporary elasticity of the "stained drawing" category; to consider it as a humorous image emphasizes its flexibility, as well as the ability of caricature to fuse with alternative representational effects. The national subject may have been considered "low" and "vulgar", nonetheless Rowlandson's drawing suggests that if the modality of inscription was changed, a comic image of the French could actually become the means for displaying a set of acquired artistic skills. By taking a set of recognizable national characters and demonstrating the new uses to which they could be put, an unknown artist might seek to establish his hand and become a name. It had actually been built by the Society, but for financial reasons they were forced to sell it in 1776. For a description with illustrations, see Hargraves, Candidates for Fame, Prior to 1780, the Academy's exhibitions were held in a single room in Pall Mall, see Solkin, Painting for Money, 257, for a contemporary reproduction. On the tensions generated among artists by new arrangements, see Dias, Exhibiting Englishness, , and for the implications of this relocation for works on paper, see Greg Smith, "Watercolourists and Watercolours at the Royal Academy, 1780-1836", in Art on the Line, ed. Solkin, 194-200; and Smith, Emergence of the Professional Watercolourist, 23-33. See Catalogue (1783) , where 102 of the 345 works are described in these terms; there were possibly more because the medium is not always designated.
Footnotes
For definitions and uses in the period, see Smith, Emergence of the Professional Watercolourist, 17-23.
Examples from the Catalogue (1783) 
